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ABSTRACT

In today’s fast paced world based around expedience and convenience, we often find
ourselves lost in the hustle and bustle of daily life. While keeping up with our busy schedules it
is hard to find those moments of pause in which we can regain our composure. The ceramic
vessels in Passing Time are about those moments in between, like the space between musical
notes they are essential to our understanding and being.
This body of work represents the building and maintaining of relationships, the
welcoming space of home and establishing invitation through the act of giving and sharing. I use
functional, handmade, ceramic vessels to illustrate these ideas through groupings of like objects
gathered around a shared theme. Tea sets, pitchers and cups and table settings symbolize family,
friends and a sense of community. Each part has its own place, a home, within the wider scheme
of the whole. I make handmade ceramic vessels because they have the ability to transcend the
ordinary mass produced wares of industry. Certain qualities of form, surface and color are only
achieved through a maker’s hands. These qualities offer the user time to sit with the piece and
hopefully look at it deeper, beyond its utilitarian aspects. I extend the invitation to explore the
work through those formal qualities, and through use, it is my hope that they can further the
enjoyment of the user and become part of a conversation.
The choices in surface and color reference memories of time spent outdoors with friends
and taking in the beauty of nature. The memory of clay allows me to transfer those ideas into the
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work that I hope the user can connect to some of his/her own experiences. Our thoughts, ideas
and experiences make up who we are, sharing them lets others learn more about us. Passing
Time is the space where relationships and friendships can become more meaningful and
intimately connected.
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PREFACE

“He must find himself as a creative individual, then loose himself in work,
to dedication and ideals larger and more enduring than he.”

Paul E. Soldner

	
  

vii	
  

TABLE OF CONTENTS

Abstract ................................................................................................................................ ii
Dedication ............................................................................................................................ iv
Acknowledgments ................................................................................................................ v
Preface .................................................................................................................................. vii
Chapter I. Time and Sentiment ............................................................................................. 1
Chapter II. Building and Maintaining Relationships ............................................................. 6
Chapter III. Memory and Touch ........................................................................................... 12
Chapter IV. Presentation and Color ...................................................................................... 17
Chapter V. Descriptive Analysis ........................................................................................... 20
Chapter VI. Conclusion ........................................................................................................ 25

BIBLIOGRAPHY ................................................................................................................. 27
APPENDIX .......................................................................................................................... 29
VITA ...................................................................................................................................... 70

	
  

viii	
  

LIST OF FIGURES
FIGURE

PAGE

1. Sunrise ............................................................................................................................... 30
2. Breakfast Set ..................................................................................................................... 31
3. Grandpa’s Gold ................................................................................................................. 32
4. Wintergreen Falls 1 ........................................................................................................... 33
5. Tea Set 1 ........................................................................................................................... 34
6. Wintergreen Falls 2 ........................................................................................................... 35
7. Tea Set 2 ............................................................................................................................ 36
8. Ember ................................................................................................................................ 37
9. Conversations .................................................................................................................... 38
10. Spring Water ................................................................................................................... 39
11. Autumn Stream ............................................................................................................... 40
12. Meda Memories .............................................................................................................. 41
13. Drift Line ........................................................................................................................ 42
14. Bowls .............................................................................................................................. 43
15. Mugs ............................................................................................................................... 44
16. Homestyle Bowls ............................................................................................................ 45
17. Humble Home ................................................................................................................. 46
18. Tea Set 3 ......................................................................................................................... 47
19. Downstream, Bottoms Up ............................................................................................... 48
	
  

ix	
  

20. Winter's Gold .................................................................................................................. 49
21. Punch Drunk ................................................................................................................... 50
22. Drinking Buddies (Installation) ...................................................................................... 51
23. Drinking Buddies 1 ......................................................................................................... 52
24. Drinking Buddies 2 ......................................................................................................... 53
25. Drinking Buddies 3 ......................................................................................................... 54
26. Drinking Buddies 4 ......................................................................................................... 55
27. Drinking Buddies 5 ......................................................................................................... 56
28. Drinking Buddies 6 ......................................................................................................... 57
29. Drinking Buddies 7 ......................................................................................................... 58
30. Drinking Buddies 8 ......................................................................................................... 59
31. Drinking Buddies 9 ......................................................................................................... 60
32. Drinking Buddies 10 ....................................................................................................... 61
33. Drinking Buddies 11 ....................................................................................................... 62
34. Drinking Buddies 12 ....................................................................................................... 63
35. Drinking Buddies 13 ....................................................................................................... 64
36. Drinking Buddies 14 ....................................................................................................... 65
37. Drinking Buddies 15 ....................................................................................................... 66
38. Installation ....................................................................................................................... 67
39. Installation ....................................................................................................................... 68
40. Installation ....................................................................................................................... 69
	
  

x	
  

CHAPTER I
TIME AND SENTIMENT

Four weeks before I married my wife, Laura Horn, we were both laid off from our jobs.
We frantically paced and wondered how this could happen and what we were going to do.
Realizing that we had nothing but time together, our concerns were cast aside and focused on
those blissful moments we were able to share. When I first entered graduate school, we had only
been married for nine months. Since then we have had to live separate lives as I pursue my
career in art in one city, while she works to support us in another. Making time just for a phone
a call that lasts more than fifteen minutes has proven to be more of a challenge than it should be.
The weekends that we do see each other are often spent balancing work obligations in between
finding time to spend together.
Much of the work in Passing Time comes from missing that time together and savoring
it when we can. Simple things such as having coffee or tea together in the mornings and making
her breakfast in bed are moments that were once ordinary, but have become something we no
longer take for granted. The piece Breakfast Set (Figure 2) represents those mornings when I
would wake up early and make us breakfast. The two small plates, pitcher and juice cups are
portioned for that meal and the colors reference the early morning light. Soft and warm hues of
golden brown and orange blush the surface against the quiet grayish blue similar to just before
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the sun peaks above the horizon. They are off set by a calming blue green celadon interior glaze
that is quiet, relaxing and contemplative.
While this example is a personal narrative into something that I find meaningful in my
life, I believe others can relate to its simplicity and the gratification found in being able to start
the day in such a manner. This notion can decentralize selfishness that is sometimes due to the
ferocity of modern living and allows us to take a step back from ourselves and think of others.
By taking time to do something for someone else, even something as routine as making
breakfast, we can create situations motivated by the reciprocation of kind gestures. That is not
to say the action is owed back or the receiver is in debt, rather it based on the “notion that
individuals are best served by and motivated to reciprocate favorable treatment”
(Deckop&Cirka&Andersson 102). We can view this as the familiar Golden Rule, or the ethic of
reciprocity. It has been argued that the motivation for reciprocity represents a desire to satisfy the
ego and that “by reciprocating good deeds, the individual increases the chances of receiving
benefits in the future” (Deckon&Cirka&Andersson 102). While concepts of the ego can be
argued about the ultimate goals of giving to others, scholars such as Gouldner and Selznick have
stated that “reciprocity has developed in human societies as a moral norm that transcends
egoistic motivation’’, therefore creating situations where the good of the whole is put before
the self (Deckon&Cirka&Andersson 103).
These moments where a greater good or someone’s well-being is put before individual
interests are varied and can present themselves in different ways. I use ceramic vessels to
illustrate this idea through sets, individual parts that make up a whole. All of the work in Passing
Time relates to this theme by arranging pieces that can function on their own, but by grouping
them in sets the conversation of the work changes to include ideas about togetherness and shared
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identity that is based around a commonality. For example, Humble Home (Figure 17) represents
an idea about home by using a dinnerware set. It includes five dinner plates, five cups and a large
platter. The grouping of five represents the average American family size. The plates and cups
are placed into a dish rack in which the individual pieces have their own spot within the setting.
The large platter is displayed above the dish rack and implies the idea of familial commonality.
While each of the plates and cups are very close in size, they are handmade which gives them
their own uniqueness. I also used a particular glaze that further pushes the idea of individuality
because it varies slightly on each piece. No two are ever truly alike. This piece celebrates the
unique character of each member of a family, while maintaining a sense of the greater whole.
This piece also represents the communal setting of having dinner together, talking to each other
about the ups and downs of daily experiences and witnessing growth. Whether it is the daily
ritual of sitting down as a family for dinner or a re-union for a special occasion, this ritual gives
time for members of a group to personally connect and reinforce bonds. The dinner table is a
forum where conversations can lead to interesting stories, shared experiences that offer advice
and moments of personal reflection.
Whether it’s amongst family, friends, with a special individual or by yourself, my hope is
that my work can facilitate those moments of personal reflection by offering the user the time to
sit with the work and contemplate beyond simple utility. Perhaps the surface or color could
remind the viewer of a place or sight they’ve experienced that had an impact on them. I attempt
to make work that is aesthetically appealing so that the user will hopefully spend more time with
it and, in that time, allow their minds to make those connections to memory. They might find a
greater appreciation for these pieces through their visual qualities, but where their mind leads
them is beyond my control. However, this grants the viewer at least some more time to enjoy the
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piece while they either converse with others about the work or have an inner dialogue. These
moments allow for reflection on relationships, ourself and what lies ahead. Psychological studies
have recently shown the benefits of allowing our mind to wander or daydream, which is contrary
to past beliefs on the subject. “The benefits have been shown to be most potent when the external
environment is undemanding” (Kaufman 2014). The study showed that by letting the mind
wander under less stressful situations, we are able to make
more constructive choices about our life and situations, which allows us to “consolidate
memories and synthesize disparate ideas and plans, yielding a greater sense of identity and
personal meaning”(Kaufman).
We become engaged with handmade pots because they help to facilitate intimate and
personal moments by decelerating us. Unlike plastic or metal utilitarian objects that can be
roughly handled or disposed of, ceramics are fragile and demand greater attention to care for
them. A little more time might be taken while using them, but that does not make it a
demanding task. Rather, that time can offer the user a deeper level of appreciation for the artistry
involved in making the piece and enhance the time the user has set aside. For example, preparing
tea in a ceramic tea set takes longer to prepare than simply putting a tea bag in hot water. It only
takes a few minutes longer to make, but it is not demanding. While it steeps, the user can become
engaged with the vessels by visually and tactilely exploring its form, color and surface, opening
the mind to potential creative charges that lie within themselves that are possibly informed by the
visual stimuli.
Presentation can also be informed by the formal qualities in the work. The interplay
between color, surface and form can enhance what is being served by visually interacting
with our senses of temperature and taste. If hot or cold tea is given to a guest, the color of the
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teapot and cups can change the perception of how we experience it. The white tea set
(figure 5) is made with the notion of serving a colder brew while the orange teapot (figure 7)
could hold hot tea. Presentation is discussed further in Chapter Four.
The considerations I make toward form, surface, color and presentation aid in adding
pleasure to daily experience. Adding beauty to the results of work adds pleasure to the work
itself (Morris 1). By doing this, these considerations can make the ordinary more enjoyable and
imply a kind gesture and generosity. It is in this realm that I hope my pots reside and function.
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CHAPTER II
BUILDING AND MAINTAINING RELATIONSHIPS

Our social interactions are a key component in defining who we are as people and make
up a large portion of our experiences, morals and outlooks. There is a common proverb that goes,
‘‘show me your friends and I’ll tell you your character.’’ Human beings are social creatures by
nature so it is only natural that who we put ourselves around also influences our personalities.
However, we all have different social groups and we often act according to which group we are
around at any given time. For instance, I would not have the same conversations with my family
as I would with my group of close friends. We get different things from our different
relationships but the point is that they are all necessary to our well-being and happiness.
Building these relationships has been proven to increase our happiness more than any
monetary or material gain. Robert Putnam, Professor of Public Policy at Harvard University,
states, “A marriage can cause an increase in happiness equal to a quadrupling salary. Making a
close friend is equal to tripling a salary. Belonging to a club can cause an increase in happiness
equivalent to doubling a salary” (Putnam 2013).
I am interested in creating functional ceramics because many social interactions revolve
around people gathering to eat and drink. Food gives us the sustenance we need to maintain our
body while relationships are necessary to ensure our mental health and outlook. Like good
friends, good pots can have the ability to affect us without us even realizing at the moment. They
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have the ability to transcend the ordinary. For instance, an industrial standard ware fulfills the
basic requirements of holding food or drink, just as a pre-made frozen meal or fast food would
satisfy the feeling of hunger, but that is only a means to an end. It lacks the personal touch that is
associated with real nourishment and pleasure. A well made ceramic piece can become a favorite
as it fulfills a specific requirement and can have lasting effects on the user. The way that a
certain mug fits perfectly in the hand becomes something that is reached for and it becomes part
of the daily ritual of drinking coffee in the morning to prepare for the day. It becomes a
trustworthy companion and when that mug isn’t around, something just doesn’t feel right.
One of the greatest attributes of pottery is its relationship to the human body and its
association with our most basic needs of food and water. Throughout the course of history, pots
have embodied the essence of the culture that made them. The Minoan culture was largely based
around sea faring trade, and that is evident in their preserved pottery. The lavishness of the
ancient Greek’s social sphere is illustrated in the drawings on their pottery. By observing and
studying these relics, we gather a sense of what their culture embodied and its relationship to
time and place. Contemporary ceramic artists share this same effect in that their personalities
come out through their work in a physical manifestation of their character and how they want
their work to function.
In response to industrialization and a fear of losing their cultural identity, the Mingei
Movement started in Japan around 1920. Mingei objects were distinguishable from fine arts due
to their simple aesthetics and humble intentions. The movement revolved around a resurgence of
folk craft, and the objects were made for people, by the people. Soetsu Yanagi, who coined the
term mingei, states, “the nature of mingei is born from the community’s way of life” and that its
beauty “emanates from the item’s purpose and utility” (Wolterstorff 16). His philosophy
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accepted craft and challenged assumptions of beauty and its standards found in high art. While I
can connect to parts of that philosophy, chiefly the notions of community and providing for
others through handiwork, I do not see my self aligning with the thought of being a nameless
craftsman. I am interested in how they use craft to perpetuate an idea that was bigger than the
wares they produced. The accessibility of craft objects and their direct relation to human needs
allow these objects to break down the ideological fourth wall, integrating art directly into life and
daily experience. Canadian ceramic artist and writer Paul Mathieu comments on how craft
objects and ideas are generally rejected in the realm of fine arts and points out the contemporary
conceptual trends high art is pursuing. He states, “Art has reduced itself, it often seems, to its
own sign. Interestingly, in its attempts to get closer to life, art has appropriated many craft
concepts (function, ritual, domesticity, the relationship to touch and the body, etc.), yet it still
rejects craft productions on these concepts” (Mathieu 78). To compare and contrast Mathieu’s
ideas with Yanagi’s, I will quote an excerpt written by Sori Yanagi, Soetsu’s son. “If an object is
made not anonymously but as an expression of the maker’s individuality, and if it is made not for
utilitarian purposes but for purely aesthetic ones, then it ceases to be handcraft for the masses,
crossing over rather into the realm of fine art” (Yanagi 31).
I utilize craft in the realm of art by making pieces that express individuality and address
community through groupings of like objects that are aesthetically inviting and, through
presentation, are thought provoking. They address formal qualities that are critiqued in fine art,
while incorporating traditional craft and utilitarian concerns. Presentation of the artwork relies
upon art and craft ideologies, which are both important to its success. If aesthetic values are not
inviting, the viewer will not become engaged with the work to view it as art. The utilitarian
aspects must also be resolved so that the viewer, which has now taken the role as user, will find
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the work pleasurably useful. The aesthetic experience changes and does not rely primarily on
visual understanding and contemplation; rather it utilizes all of our senses, especially the most
intimate ones of touch and taste. Engagement through form and function brings the viewer closer
to understanding that the goal of the artwork is to not only appreciate its aesthetic qualities, but
to also imply a setting for conversation. Groupings and sets are realized by the involvement of
their individual parts, which possess their own unique qualities and have a character of their
own. Pottery has the ability to address this. Like the person that stands out in the crowd, good
pots draw attention and beg to be used.
Meda Memories (Figure 12) celebrates a group of five friends that was relevant to a time
and place that was, and still is, important to me. A large pitcher sits atop a stand that holds five
cups. The cup shape references pint glasses that you see in most bars, and the pitcher shape is
derived from 16th century German and Flemish mead jugs. The five cups represent the circle of
friends and the bonds that were formed during that time. Each cup is glazed and fired the same
way, but the effects of soda firing gives each individual cup its own identity. The pitcher is
treated the same way and becomes the common ground in which the gathering takes place. The
forms and colors are meant to depict a group of friends sitting at a round table that was in our
house while we drank and shared stories, getting to know each other on a more meaningful level.
The monochromatic hues of golden browns, deep oranges and malt yellows that are found in
various types of beer find their matches on the outside of the cups, giving the cups their specific
purpose and heightening the visual experience. The piece is meant to elevate and celebrate those
moments in life when new friendships are established by means of good food, drink and great
conversations. William Morris once said, “I say that the daily meeting of the house-mates in rest
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and kindness for the function of eating, this restoration of the waste of life, ought to be looked on
as a kind of sacrament, and should be adorned by art to the best of our powers” (Morris 2).
The large serving platters in Passing Time reference the idea of a communal gathering
and can serve as a main display for food. Their volume implies abundance and for me it says,
look at all of these people I have around me. Spending time with loved ones over a meal
prepared with that extra bit of care goes a long way, and these are moments that I cherish as they
occur less frequently as the obligations of a working life compile. The platters have the ability to
occupy two niches within the home, that of decorative and functional art. Because of their size,
they most likely would not be used everyday, and the problem of storage becomes an issue
because they don’t fit in most kitchen cabinets. I facilitate this by making them so that they can
hang and act as a painting would on the wall. However, once it is on the wall, some people might
not ever take it down and use it. From here, this is out of my control because it occupies their
home and the user will dictate its function at that point. I can however suggest and illustrate how
using it can enhance a special event or occasion. The piece Autumn Stream (Figure 11)
references the changing color palette of nature during the seasonal change from summer to fall.
The colors are similar to other pieces in the show, such as Meda Memories, but are more muted
and toned down. The softness in hue and the way the colors overlap might remind the viewer of
fallen leaves that have collected in a pile. This seasonal change has historically been a time of
final harvest and storage in preparation for the coming winter. It marks the start of holidays and
feasts that celebrate the fruits of labor and togetherness. It is large enough to hold a turkey served
at Thanksgiving, and its colors tie in with the season. The essence of Passing Time can be further
illustrated by the viewers memory or feeling in response to this color palette.
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The idea of community and shared experience is the building block for many
relationships and is a central theme in Passing Time. As we become part of new social circles,
parts of our identities can slowly evolve. Our former, current and future relationships make up
the fabric of who we are and allow ourselves to be open to new experiences and ideas. I relate
this to my own work because I see how it slowly evolves over time. Each making and firing
cycle is built upon the previous and informs the next. Sometimes the changes are slow and
subtle, fine tuning the parts that work and putting aside the less successful ones. Little changes,
such as finding the right proportions for a particular form and exploring surface and line
qualities, give new insight to what I already know. Additions such as adding a lip that mimics the
lines on the surface of the teacup creates a visual contrast to the texture and is more inviting to
the user. By changing the color or firing technique, I am able to view the work in a fresh and
more thought-provoking way. This exploration allows for new ideas and concepts.
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CHAPTER III
MEMORY AND TOUCH

I have always had a reverence for the natural world. Growing up there was a lot of time
spent hiking and camping in the woods, and those are things I continue to enjoy. When walking
through the trails, I don’t worry about things to do or the places I need to be. Looking at the
rhythmic lines in a creek bed from a recent rain speaks to me of the power of nature that can
leave the most gentle and fluid marks in its wake.
When making a piece, I find it hard not to put marks in the soft clay. The material lends
itself to a world of possibilities, and the surfaces and textures I create allude to those places
where I find solace from the rest of the world and allow for interplay between form, surface and
glaze. In his book, Ceramics, Philip Rawson states”… that for pottery to be authentic, it must
convey some direct sense of its material, and that even at the limits of finesse the sense of
material as symbol must never be submerged”(Rawson15). The undulating grooves and lines in
the teapots and cups (Figures 5,7,8) reference the nature of the material as well having symbolic
meaning. They are about the constant flow of time, our awareness of its passage, and they
remind me of that personal and reflective time spent outdoors. They also remind and force me to
slow down, making the mark with intention and conviction, and not to hastefully rush through
the creative process. In making I often find myself trying to make more and more, at times
disregarding quality for quantity. The intent is to make work that balances ideas of form and
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function, based on proportional relationships and ergonomics, with a breathe of life that is only
achieved through maintaining the essence of the material.
I often employ proportional relationships based on the golden mean. In philosophy, the
golden mean is defined as a desirable middle between two extremes. In mathematics, if two
quantity’s ratios are the same as the ratio of their sum to the larger of the two quantities, they are
in the golden mean. This relationship has inspired artists, scientists and musicians for hundreds
of years. It is observable in the growth patterns of many plants and animals as well as
proportions in chemical structures. The golden mean has also been observed to play a role in
human perception of beauty. I use these proportions because it allows me to look at a piece in
visual thirds. Depending on the form, I will utilize either the bottom third or top two thirds to
create a formal balance that is not only aesthetically pleasing, but also fulfills certain aspects of
function. For instance, the teacups (figure 7) use the relationship of thirds. The line that marks
the bottom third is where the hip of the pot is extended the most from center. This allows for the
cup shape to fit snug and comfortably within the cupping palm of the user’s hand when holding
the piece. It also marks a division in the surface treatment of the cup. The textured and rhythmic
lines mimic the contour shape of the cup while also providing grip and a tactile surface to
explore. Other pieces such as the pitcher in Meda Memories (figure 12) and the large pedestal
bowl in Punch Drunk (figure 21) utilize this proportional relationship for visual balance.
However, if the work is only made and observed analytically, by terms of measurable
proportions in visual masses, the work will not maintain its essence of creativity, or its “material
essence” as Rawson pointed out (15). By finding balance between the two extremes, the creative
and the analytical, the artwork has potential to address artistic and functional interests.
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Teapots are a constant challenge in balancing these two realms. Several parts must
synchronize in harmony. The handle and spout should compliment one another and be in relation
to the form. The lid should fit so that it is not too tight to easily remove or too loose so that it
falls off when pouring tea. Teapots, through their use, are associated with a hospitable
atmosphere. They express the potential to slow things down and invite the user to enjoy
something relaxing. The matching teacups are meant to be used and held in a way that allows
for tactile exploration. Form and surface should be inviting so that the piece begs to be used and
calls to the viewer, “pick me up”. Making those pots that fulfill the desire to be held in such a
way is something that I continually strive for because it establishes the connection between the
user and the object.
The sense of touch allows the user to explore the various sensations interpreted by our
hands and fingers as one holds the cup, heightening one’s experience with the piece. The warmth
of the tea makes us want to hold it in our hands as it is a comforting sensation, and the surface
entices our fingers to caress it. Form guides our hands as they find the most comfortable position
to hold the cup, embracing it so that all aspects of it can be explored. I do not put handles on the
teacups because I want the viewer to feel and sense all of those considerations I have made in
the surface of the form. The tea ceremonies of Japan focused on the ritual, which included
preparation of the tea, receiving the tea to drink, and being in the company of symbolic
equality (Hioki 131). The very way in which the tea bowl was held seems to have its own
implications. Clasped in both hands, the user was able to feel the soothing warmth of the tea
all the while the finger tips felt the subtle nuances of form and texture.
These sensory experiences can lead to what Rawson defined as “Memory Traces.”
These memory traces are accumulated throughout our life and are often buried just beneath
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the surface, waiting to awaken the emotions that accompanied the original experience. I quote
Rawson at length:

It is in the realm of these submerged memory-traces that creative art moves,
bringing them into the orbit of everyday life and making them available to the
experience of others by formalizing and projecting them on to elements of the
familiar world which can receive and transmit them . . . It is probable that when
our memory records an experience it recognizes also its analogical resemblance to
other experiences of a similar kind and ‘accepts’ it under the heading of a ‘form’
. . . The textured bodies and colored shapes the potter makes can thus suggest very
remote indescribable intuitions. By projecting into a pot different classes of form
with different fields of reference he can awaken sleeping areas of our mind, and
make us see connections between our experiences which we would not otherwise
recognize . . .The simple everyday object, the pot, upon which all the feeling
responses are focused is able to carry a complex meaning from one mind to
another. The object of the everyday world acts as an immediate vehicle . . . The
result is that a pot, like any other work of art, is capable of opening out for our
contemplation structures of form which we could not otherwise know.
(Rawson 16-17)
The tactile exploration of form gives us a better understanding of its reality. After all,
our other senses can be more deceiving or falsified in their perception. We sometimes hear
and see things that aren’t so. Touching an object gives us truth to its existence and offers a
barrage of information to digest. I can’t help but think of a scene from the movie Star Trek: First
Contact in which Captain Pickard and Data, a cybernetic humanoid, are standing in front of a
historical ship. While Pickard is touching the ship, Data asks him “Sir, does tactile contact alter
your perception of the Phoenix?” Pickard Responds, “Oh, yes! For humans, touch can connect
you to an object in a very personal way, make it seem more real”
(Frakes&Berman&Hornstein&Lauritson,1996,Scene7). I believe this same sentiment can
be aligned with Rawson’s comments on pottery.
I employ the sense of touch by making marks in wet clay that invite the user to explore
them both visually and tactilely. They serve two purposes for the user, to give something for the
	
  

15	
  

fingers to grip onto and to let the mind explore those potential memory traces that perhaps align
with a past feeling about a time or place. The texture can also function as pattern, which can also
inform memory traces. In his book, The Unknown Craftsman, Yanagi states his feelings towards
pattern, which I believe align well with Rawson’s memory traces, “Why should pattern be so
beautiful? It provides unlimited scope for the imagination. Pattern does not explain, it leaves
things to the viewer; its beauty is determined by freedom it gives to the user’s imagination”
(Yanagi 115).
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CHAPTER IV
PRESENTATION AND COLOR

The color and presentation of objects have the power to affect emotional and
psychological responses within the viewer. For example, in their book, Color: The Secret
Influence, Kenneth and Cherie Fehrman observe that “in the presence of green, abnormal
behaviors became less deviant, while in the presence of red these behaviors became more
exaggerated” (Fehrman&Fehrman 76). Many authors on the subject state that various shades of
green can symbolize solitude, peace, cheerfulness, and can influence tranquility (Luckiesh 115).
I employ a celadon glaze that is blue green on many of the pieces in Passing Time
because it facilities the notions of quiet reflective moments as well as having a soft cheerfulness.
The celadon is contrasted by the warm earth tones of brown with overtones of orange and
yellow. The subtle changes in the warmer colors are influenced by the sodium vapor and fire as
they pass through the soda kiln. The flashes of warm colors draw interest to the piece while the
cooler colors give a feeling of softness and comfort.
Color has also been shown to influence the taste of food and “can outweigh the
impression made by flavor” (Fehrman&Fehrman 83). One example they point out is how golden
brown is often associated with baked goods and treats like cereal, muffins and breads and how
they are often packaged in a golden brown wrapping to heighten our impression of its flavor
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(Fehrman&Fehrman 84). The piece Breakfast Set (figure 2) uses those colors because of the
association with breads and pastries to that meal.
I also put together forms and make sets that aid in presentation in pieces such as Meda
Memories (figure 12), Conversations (figure 9) and the series of tea sets (figures 5,7,18) to
elevate the experience in an attempt to engage the viewer with the work to spend more time with
it. I rely on contrasting colors and surfaces to create a dialogue within parts of the whole. As
mentioned in Chapter I, I use warm and cool colors on different tea sets to imply an intended
temperature range and flavor profile of specific teas. The trays they sit in are dark brown,
raw/unglazed clay. On their own, the trays are very dark and neutral in color. Their aesthetic
qualities could be explained as raw, loose and organic. A striking contrast is achieved through
the relationship of form and color between the teapot and its tray. The teapots are much tighter in
form but still have gestural qualities through surface treatment, while the tray is constructed with
a more rigid aesthetic while still maintaining some fluid gestural marks. The figure/ground
relationship works well here because the cooler glazes almost vibrate and emit light against the
dark brown. This quality creates visual contrasts that are aesthetically pleasing and engage the
viewer. This effect can be seen in two of my tea sets (figures 5,18).
Through the process of making this thesis, I have found presentation to be one of the key
elements that determines the success of a piece. It has made me think about not only my artwork,
but also the other things I do with my time like cooking. The time and energy that is put into
creating artwork, or dinner, can be elevated in the final product through its display. Presentation
can further enhance qualities that are already present in simple or complex works.
Questions about presentation are informed by what is being made and what vessels there
are to serve it on. Depending on the situation, this can allude to the question of which came first.
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Are you serving something based around the display, or is the display an afterthought to what
was made? For instance, if punch were being served, it would seem natural that a punch bowl
would be on hand, and the presentation of it would be based on the vessel containing it. Punch
drunk (figure 21) is an example of this. Its form is elegant, elevated and, since it is ceramic, the
contents are not visible until it is approached by the viewer or user. The aesthetic qualities draw
in the viewer before the knowledge of its contents. To illustrate the other side of the previous
question, lets assume a meal was made before presentation was considered. Surely a
commercially produced item would suffice in serving, but I question how can the time, energy
and care put into preparing the meal be further enhanced? How can the color, surface or form
enhance what is being served? Presentation adds beauty to the work, and those extra steps
elevate the viewer’s perception. This can be achieved through scale, color and arrangement. For
instance, a larger bowl presents the idea of a more filling meal while a smaller bowl may give
the idea of lighter meal. The relationship between the colors of the vessel and its contents can
also make the food seem more appealing. It has the potential to be gratifying on multiple levels.
This is where I believe functional ceramic art being used in the home goes beyond pure utility
and expresses something more. Pottery has the ability to extend the invitation to the viewers and
allows them to come in closer and further examine the presentation through the aesthetics of
the object.
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CHAPTER V
DESCRIPTIVE ANALYSIS

For this body of work I used three clay bodies. I primarily used a white stoneware clay
body with two variations in the recipe. One variation included more and larger particle size grog
which aided in making the larger pieces, while the other used silica sand as an additive to change
the surface of the clay for soda firing. A dark stoneware was also used in the making of the trays
for the tea sets. I also used Long Porcelain for some of the cups in Drinking Buddies (figure 22).
Most of the pieces were thrown on a potter’s wheel with textural surface treatment applied
directly after throwing them. Many pieces were altered after throwing as seen in the rims of
some of the platters, the shape of the handled bowls and the cutting and attaching of slabs in the
stand to the piece Meda Memories (figure 12).
All work was bisque fired to cone 08 in an electric kiln and glaze fired in three kilns.
Two separate reduction kilns were used, a 30 cubic feet updraft and a 33 cubic feet downdraft to
cone 10. The soda-fired work was fired in either a sprung arch downdraft salt/soda kiln or a cross
draft sprung arch soda kiln to cone 11. The only exception was for the stand to Meda Memories,
which was fired to cone 04 in an electric kiln with applied Amaco Black Velvet Underglaze. I
used the glazes Malcolm Davis Shino, Oestrich Shino, and Long Celadon in the reduction fired
work. The soda-fired works used several flashing slips including Bauer, Helmar and Long
Butter. I also used the glazes Phil’s White, Long Celadon, Stokes Matte and Long 90/10. Sodium
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carbonate and sodium bicarbonate were introduced into the kiln at cone 10 and subjected to
heavy reduction during the process of spraying soda in the kiln. A mixture of 3.5lbs of soda ash
(sodium carbonate) and 1lb of baking soda (sodium bicarbonate) were dissolved into two gallons
of water and introduced into the kiln through a pressurized sprayer.
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CLAY AND GLAZES
Camille’s Great White Stoneware – Cone 10
Gold Art
OM-4
EPK
Custer

30
30
25
15
100

Long John with Blackbird – Cone 10
Fireclay
Gold Art
Custer
EPK
OM-4
Pyrophylitte
Black Bird Clay
Add:
Bentonite
Grog

25
20
15
10
10
10
10
100
2
15

Long Porcelain – Cone 10
Available through Trinity Ceramic Supply in Dallas, TX.
Malcolm Davis Shino – Cone 10
Neph Sy
Soda Feldspar
Ball Clay
EPK
Soda Ash
Red Art
Spodumene

	
  

40
13
15
8
12
3
9
100
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Oestrich Shino – Cone 10
Neph Sy
Spodumene
OM-4
EPK
Soda Ash

40
30
17
5
8
100

Long Celadon – Cone 10
Wollastonite
Silica
Custer
EPK
Strontium Carb
Talc
Add:
Red Iron Oxide
Bentonite

6
21
53
4
12
4
100
1.5
2

Phil’s White – Cone 10
Soda Spar
Dolomite
Magnesium Carb
EPK
Silica
Add:
Zircopax

51
15.6
5.7
17.1
10
100
10

Stoke’s Matte – Cone 10
Neph Sy
Silica
EPK
Strontium Carb
Lithium Carb
Add:
Red Iron Oxide
Cobalt Carb

	
  

58
7
6
27
2
100
5
0.5
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Bauer Flashing Slip – Cone 10
EPK
Ball Clay
Borax
Zircopax

41.9
41.9
5.7
10.5
100

Helmar Flashing Slip – Cone 10
Neph Sy
Helmar Kaolin

30
70
100

Long Butter – Cone 10
Grolleg
Borax
Zircopax
Add:
Titanium Dioxide

80
10
10
100
8

Long 90/10 – Cone 10
Cornwall Stone
Wollastonite

	
  

90
10
100

24	
  

CHAPTER VI
CONCLUSION

The technology age in which we live has made us more connected to the rest of the world
than ever before. Information is passed across continents and oceans in mere seconds, and the
ability to do so is an amazing achievement. But with that we are also constantly fed stimuli
through our smart devices and spend hours of our lives face down in an LED screen. We are
constantly connected to what is out there but I feel that we are loosing a connection to what is
right in front of us. Often when I am out somewhere I can’t help but notice a group of people
sitting down at a table together. Their faces glow with an icy blue light as their eyes are fixated
on a world that exists within a 3”x2” piece of plastic and glass. I can honestly say that I am
guilty of it at times as well.
The ideas expressed in Passing Time call for us to broaden our scope of perception to
what lies in front of us, to look ahead and direct our energy into the people around us. For time is
always passing, it is how we spend it that defines who we are. Our thoughts, experiences and
relationships create our identities, and sharing them builds upon what we already know and feel,
connecting us to others in what I feel are the most meaningful things in life.
Finding a way to use pottery as an expressive tool is always a challenge. What makes it
art and not just clay shaped into useful forms? Putting my own thoughts in the work about how
pots can function beyond just holding food or drink allows me to re-address that question with
each new idea. While they do fulfill those basic functions, I strive to make work that has the
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ability to serve as a catalyst for conversation and engages the viewer through visual stimulation
and hopefully forms a personal relationship with the work. I transfer into clay my own
experiences and thoughts about connections with people and memories of places and hope to
strike a chord that resonates with the viewer.
My intent for this body of work is to show the viewer things that are important in life but
more importantly, to show that even our individualism is part of a greater whole. We choose
which parts of ourselves to give to those around us, establishing the way in which we are viewed.
Although how we view ourselves impacts the perception of our identity to others, it is often
secondary to what is observed by our actions. By giving and sharing the best parts of our
character, we form meaningful and lasting relationships that allow us to pass the time, enriching
ourselves and more importantly to me, those around us. I use clay to make functional ceramics
because of its rich history and association to our most basic needs of food and drink to sustain
our bodies. For pottery has always been one of the necessary attributes of civilized life (Rawson
3). Our knowledge of past civilizations often comes from their pottery. The giant wine kraters
from Ancient Greece, through form and illustration, tell us how they lived excessive lives while
the Japanese wares embody modesty. My work falls in between those two realms by
incorporating humble intentions through more elaborate presentation. Through the work, I have
attempted to portray the other needs in our life: friends, family and home. These important
aspects are achieved by our interaction with people, inviting them into our lives and sharing what
we have to offer. I hope this work helps to establish these connections and potentially leaving the
viewer/user with a positive affect. My hope is that the work serves a conductor to make these
connections and potentially leaving the viewer/user with a positive affect.
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Figure 1

Sunrise
20” x 20” x 3”
Reduction fired, stoneware
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Figure 2

Breakfast Set
48” x 20” x 29”
Soda fired, stoneware
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Figure 3

Grandpa’s Gold
17” x 11” x 7”
Soda fired, stoneware
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Figure 4

Wintergreen Falls 1
16’’ x 16” x 2”
Soda fired, stoneware
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Figure 5

Tea Set 1
17” x 10” x 8”
Soda fired, stoneware
Reduction fired, stoneware
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Figure 6

Wintergreen Falls 2
16” x 16” x 2”
Reduction fired, stoneware
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Figure 7

Tea Set 2
22” x 6” x 7”
Soda fired, stoneware
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Figure 8

Ember
14” x 14” x 2”
Soda fired, stoneware
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Figure 9

Conversations
48” x 48” x 43”
Soda fired, stoneware
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Figure 10

Spring Water
18” x 4” x 6”
Soda fired, stoneware
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Figure 11

Autumn Stream
17” x 17” x 2”
Soda fired, stoneware
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Figure 12

Meda Memories
16” x 16” x 24”
Soda fired, stoneware
Electric fired, stoneware
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Figure 13

Drift Line
17” x 17” x 2”
Soda fired, stoneware
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Figure 14

Bowls
6” x 6” x 3”
Soda fired, stoneware
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Figure 15

Mugs
3.5” x 3.5” x 4.25”
Soda fired, stoneware
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Figure 16

Home-style Bowls
6” x 7” x 4”
Soda fired, stoneware
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Figure 17

Humble Home
39” x 9” x 45”
Reduction fired, stoneware
Wood and paint
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Figure 18

Tea Set 3
12” x 12” x 8”
Soda fired, stoneware
Reduction fired, stoneware
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Figure 19

Downstream, Bottoms Up
17.5” x 9” x 6.5”
Soda fired, stoneware
Reduction fired, stoneware
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Figure 20

Winter’s Gold
16” x 16” x 2”
Reduction fired, stoneware
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Figure 21

Punch Drunk
17” x 17” x 9”
Soda fired, stoneware
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Figure 22

Drinking Buddies (Installation)
78” x 6” x 30”
Soda fired, stoneware
Wood and paint
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Figure 23

Drinking Buddies 1
3” x 3” x 4”
Soda fired, stoneware
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Figure 24

Drinking Buddies 2
3.5” x 3.5” x 4.5”
Soda fired, stoneware
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Figure 25

Drinking Buddies 3
4’ x 4” x 6”
Soda fired, stoneware
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Figure 26

Drinking Buddies 4
4” x 4” x 4.25”
Soda fired, stoneware
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Figure 27

Drinking Buddies 5
3” x 3” x 4”
Soda fired, stoneware
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Figure 28

Drinking Buddies 6
4” x 4” x 5”
Soda fired, stoneware
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Figure 29

Drinking Buddies 7
4” x 4” x 5”
Soda fired, stoneware
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Figure 30

Drinking Buddies 8
3.5” x 3.5” x 3.5”
Soda fired, stoneware
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Figure 31

Drinking Buddies 9
3.5” x 3.5” x 4”
Soda fired, porcelain
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Figure 32

Drinking Buddies 10
4” x 4” x 6”
Soda fired, stoneware
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Figure 33

Drinking Buddies 11
3.5” x 3.5” x 4.25”
Soda fired, porcelain
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Figure 34

Drinking Buddies 12
4” x 4” x 6”
Soda fired, porcelain
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Figure 35

Drinking Buddies 13
3.5” x 3.5” x 4.25”
Soda fired, porcelain
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Figure 36

Drinking Buddies 14
3” x 3” x 4”
Soda fired, stoneware
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Figure 37

Drinking Buddies 15
3.5” x 3.5” x 5”
Soda fired, porcelain
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Figure 38

Installation View
Gallery 130, Meek Hall
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Figure 39

Installation View
Gallery 130, Meek Hall
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Figure 40

Installation View
Gallery 130, Meek Hall
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